caught spying, and they invariably reflect parentchild conflict.6 The political significance of this drama intensifies its psychological meaning. Evremonde's absolute power, for example, resembles the father's absolute power over his child. The novel's virtual obsession with spying, its comic subplot, and its descriptions of revolutionary violence all further suggest primal-scene fantasies. But if we mistake this primal-scene reading for a full explanation of the novel, we only succeed in isolating one meaning and subordinating the others. We could as easily argue that the dominant class struggle-not simply in the novel but in Victorian history-is being expressed through the powerful language of childhood trauma: the nation is symbolized by the family; a national and historical struggle is made particular, and particularly vivid, through a personal and psychological narrative. The two explanations are not mutually exclusive. But to integrate them we must first analyze the whole work and locate the reader's experience in the structure of the text itself. It can be shown that the psychological chronology of the Tale's plot, turning as it does on Manette's story, duplicates a psychological chronology common to the experience of most readers.7
Manette's story is the narrative equivalent of a trauma: it recalls an event that precedes all the other action of the novel and organizes that action, although it is not "recovered" until quite late in the novel. Modern psychoanalytic theory recognizes the retrospective quality of trauma, the way in which the individual reconstructs his past life to conform with present conflicts and thereby invests a past event with significancesome of it real, often some of it imagined.8 Manette's document stands in a similar relationship to the larger novel: within the structure of the Tale it acts like a traumatic memory, reliving the significant antecedent events of the entire plot at the climax of Darnay's second trial. The document reveals the combination of public and private acts that informs the narrative; it records the "primal scene" of the text itself.
Because Dickens makes this document the hidden nexus of the plot, it must bear a considerable weight of coincidence. The abused peasants are the brother and sister of Madame Defarge; Ernest Defarge was originally Doctor Manette's servant; and Manette, before being rushed off to the Bastille, even meets his future son-in-law. Manette is sought out by the Marquise St. Evremonde, who has "a presentiment that if no other innocent atonement is made" for the wrongdoing of her husband and brother-inlaw, "it will one day be required" of little Charles (III, x, 314)-a prophecy as remarkable as any of the "spiritual revelations" satirized by Dickens in the first chapter.
Like the story of Doctor Manette, the larger action of the novel turns on seeing what was never meant to be seen, an experience symbolized by the extensive use of a "Gorgon's Head." This mythical figure, which turned those who looked at it into stone, is now itself a "stone face [which] seemed to stare amazed, and, with opened mouth and dropped under-jaw, looked awe-stricken" (ii, ix, 120).9 The novel begins by opposing things hidden and things revealed. The passengers on the Dover Mail "were wrapped to the cheek-bones and over the ears, and wore jack-boots. Not one of the three could have said, from anything he saw, what either of the other two was like; and each was hidden under almost as many wrappers from the eyes of the mind, as from the eyes of the body, of his two companions" (I, ii, 4-5). And we are repeatedly aware of eyes, hundreds of eyes, at critical moments in the text, such as Darnay's appearance at his London trial: Everybody present . . . stared at him. . . . Eager faces strained round pillars and corners, to get a sight of him; spectators in back rows stood up, not to miss a hair of him; people on the floor of the court, laid their hands on the shoulders of the people before them, to help themselves, at anybody's cost, to a view of him-stood a-tiptoe, got upon ledges, stood upon next to nothing, to see every inch of him.
("A Sight"-II, ii, 58) "This property and France are lost to me," said the nephew, sadly; "I renounce them." "Are they both yours to renounce? France may be, but is the property? It is scarcely worth mentioning; but, is it yet?" "I had no intention, in the words I used, to claim it yet. If it passed to me from you, to-morrow-" "Which I have the vanity to hope is not probable." (ii, ix, 118) But the Marquis, in his vanity, is mistaken. Before dawn, he will be "run through" in the very chambers where they speak, by the shadowy, gaunt figure who has moved in and out of his thoughts all day, trading places with his nephew.
The Marquis has desired the death of his nephew, and Charles, more covertly, has imagined the sudden death of his father's twin. There is the suggestion, but never the realization, of both filicide and patricide. But the exchange between the Marquis and his nephew is framed by the murder of a child and the murder of the Marquis himself. Long ago, when he had been famous among his earliest competitors as a youth of great promise, he had followed his father to the grave. His mother had died, years before. These solemn words, which had been read at his father's grave, arose in his mind as he went down the dark streets, among the heavy shadows, with the moon and the clouds sailing on high above him. "I am the resurrection and the life, saith the Lord: he that believeth in me, though he were dead, yet shall he live: and whosoever liveth and believeth in me, shall never die." This description integrates independent action and submission to authority. Because Dickens' France prevents such integration, unrestrained selfishness and anarchy tear the country apart. Although England has both unruly mobs and abundant selfishness, the British control the central conflict between sons and fathers, independence and authority.1l In a land of opportunity the individual submits himself to a generalized authority, which he then internalizes-at least according to Smiles and most other Victorians.12 The virtues of "promptitude," "energy," "tact," "integrity," "perseverance"-the whole list of ingredients in Smiles's recipe for success in business-involve the same psychological dynamic: turn external tyranny into internal censorship and control. Self-Help opposes external help. Patronage, money, support in any form inhibit imitating one's business "fathers" and, by struggle and hard work, repeating their success. Government itself is internalized: "It may be of comparatively little consequence how a man is governed from without, whilst everything depends upon how he governs himself from within.
The greatest slave is not he who is ruled by a despot . . . but he who is the thrall of his own moral ignorance, selfishness, and vice" (Smiles, p. 3). The description fits Carton perfectly, at least until his conversion. Carton demonstrates his moral degeneration by willingly playing jackal to Stryver's pompous lion. Their relationship in turn demonstrates the Victorian businessman's divided personality: he hopes to rise in the world but he must never become a "striver," particularly in a field like law, where one must appear unruffled, cool, above all a gentleman. Dickens' social insight is conveyed by caricature and specifically by a psychological division that embodies an enforced social separation, not unlike the two sides to Wemmick in Great Expectations.
Smiles's ideal is to rise gracefully, working hard but never seeming to toil or manipulate. He tells the story of an architect who, in spite of extensive education and training abroad, was forced to start humbly: "He determined to begin anywhere, provided he could be employed.... he had the good sense not to be above his trade, and he had the resolution to work his way upward .... he persevered until he advanced by degrees to more remunerative branches of employment" (pp. 208-09). Charles Darnay does the same:
... with great perseverance and untiring industry, he prospered.
In London, he had expected neither to walk on pavements of gold, nor to lie on beds of roses: if he had had any such exalted expectation, he would not have prospered. He had expected labour, and he found it, and did it, and made the best of it. In this, his prosperity consisted.
(Ii, x, 123)
For Carton, however, such qualities are only "a mirage of honourable ambition, self-denial, and perseverance" (ii, v, 85). He denies his own ambition and projects it onto the gross reality of Stryver.13
The two cities of Dickens' Tale embody two very different public expressions of father-son conflict. In England, particularly in the world of business, repression is internalized: it becomes a psychological act rather than a political one. As public repression is diminished, internal aggression is brought under control, and the generation in power transmits its own authority-its own image-to those who follow. In France, political repression is much stronger, as is the political retaliation of the oppressed. Dickens distorted the reality of the French Revolution to fit precisely into this liberal vision of the causes of revolution (and the need for a prophylactic reform), exaggerating the brutality and repression of the ancien regime and reducing the uprising itself to a nightmare of populist, radical reaction. Above all, the book is notoriously deficient in humour. One falls-or flops-back hopefully on the Crunchers, but to small avail. True, the comic element parodies the serious action: Jerry, like his master, is a "Resurrection-Man," but on the only occasion that we see him rifling a grave it turns out to be empty, while his son's panic-stricken flight with an imaginary coffin in full pursuit is nightmarish rather than funny."6 Young Jerry's experience occurs in the chapter entitled "The Honest Tradesman" (II, xiv), and its comedy, which is indeed closer to nightmare, extends the "serious action" of the novel more thoroughly than Gross allows: "The Honest Tradesman" combines national, commercial, and generational conflict.
Above all else, Young Jerry is "impelled by a laudable ambition to study the art and mystery of his father's honest calling" (II, xiv, 153). We see this particular scene through the boy's own close-set, staring eyes, and the landscape reflects Jerry's spying, his desire to see into the mystery of his father's nocturnal expeditions: lamps "wink," while the gravestones and the church tower spy in turn on the prying men and the peeping child. Jerry witnesses a peculiar form of "fishing":
They fished with a spade, at first. Presently the honoured parent appeared to be adjusting some instrument like a great corkscrew. Whatever tools they worked with, they worked hard, until the awful striking of the church clock so terrified Young Jerry, that he made off, with his hair as stiff as his father's.
(II, xiv, 154)
The language amuses us in part because it is sexually suggestive, with its "great corkscrew" and the hair that stands up and stiffens. But such language also comically expresses Young Jerry's ambition to grow up and become his father. His desire to find out what his father does and to emulate him inverts the novel's dominant struggle: the identical appearance of the Crunchers defines their essential unity. Resemblancesinister in the Evremonde twins and dramatic and theatrical between Carton and Darnay-is here the comic assertion of a common identity. Jerry, Jr., is a perfect replica of his parent, and a perfect parody of the conservative ideal. At first annoyed by his child's curiosity, Jerry, Sr., finally responds with favor because he realizes that this family succession offers no threat at all; the son will forfeit his own identity to take on his father's: "There's hopes wot that boy will yet be a blessing to you," Jerry, Sr., says to himself, "and a recompense to you for his mother!" The following morning, Jerry wakes up to see his father beating his mother on their bed for something that had gone wrong during the night, something attributed to her praying or "flopping tricks"-a term, like "Resurrection-Man," that parodies both religion and sex. Jerry's surname indicates his feeling for his wife, his desire to crunch her, and that mixed demonstration of sexuality and violence characterizes his language. "You have no more nat'ral sense of duty," he tells her, "than the bed of this here Thames river has of a pile, and similarly it must be knocked into you" (II, xiv, 155).
Jerry's language, like his mysterious nocturnal affairs, parodies the sexual violence of the Evremondes' rape described by Doctor Manette. In one sense the comic episode may be read as another primal scene: a boy spies on his father's mysterious doings at night and later witnesses his father beating his mother on their bed; throughout, the language is both violent and implicitly sexual. At the same time, the comedy reproduces the combination of father-son conflict and social struggle present in Manette's story and traced throughout the novel. Yet because it approximates a primal scene so closely, the characteristic merging of violence and sexuality becomes here more grotesque than funny. Such language, like Jerry's generally ambiguous behavior, strains the text and limits its comic effectiveness.17 John Gross observes that the resurrection theme cannot justify what Jerry does; however, the resurrection theme is itself subordinate to the larger thematic struggle between sons and fathers.18 The structure of "The Honest Tradesman" reflects the structure of the Tale: it is at once psychological and social, suggesting both a child's vision of his parents' sexuality and the historical nightmare of the French Revolution. The comedy revises the novel's central conflicts and offers its own resolution. But that resolution cannot be sustained, and both the language and the setting of the comedy too strongly reveal the nightmare that informs it.
Dickens' familial and political revolutions are expressed by his varied use of splitting throughout the novel, so that the theme of the work becomes as well its characteristic mode of expression. From the title through the rhetorically balanced opening paragraphs, Dickens establishes the "twoness" of everything to follow: characters are twinned and doubled and paired; the setting is doubled; the women, as we shall see, are split; the historical perspective is divided between an eighteenth-century event and its nineteenth-century apprehension. "Splitting" thus describes a variety of stylistic devices, particularly related to character development and plot. But "splitting" also has two important psychoanalytic meanings: a splitting of the individual (specifically, the ego) and a splitting of the object. That is, an individual may deal with a specific problem, relationship, or trauma either by dividing himself or by dividing the problematic "other" (parent, loved one). Splitting is a fundamental mode of psychological defense and a key concept in the development of psychoanalytic theory. It originated in a description of schizophrenia and is now recognized as a central mechanism of multiple personality; but it may also be part of a normal adaptive strategy for coping with any intense relationship.19 Dickens manipulates both emotional conflict and its solution by "splitting" in the technical, psychoanalytic sense: his characters distance their emotions from an immediate, and disturbing, reality (thus Lorry's remark to Lucie about his lack of feeling or Carton's apparent ability to separate himself from everything except the "higher" emotions at the close); he divides a single ego into two (Carton/Darnay); and he splits the "object," allowing one person (Charles's uncle) to bear the brunt of the hero's hatred or aggression toward Charles's father.
Conversely, Dickens' use of doubles may suggest, not splitting, but reunifying something once divided or divisible: the comic identification of Jerry, Jr., with his father or the larger movement between London and Paris, which connects seemingly disparate incidents and persons and ultimately unites the two plots. Even in the famous rhetoric of the opening, the balanced opposites suggest their own ultimate fusion. The use of splitting in a work this long is too varied and extensive to justify simple praise or blamesplitting is primarily a descriptive term-but it should clarify the understandably divided critical assessment of the novel.20
Fitzjames Stephen had originally called the book's tone "thoroughly contemptible," while Dickens thought it could be the best story he had written.21 Sylvere Monod makes a more balanced appraisal, noting the special intensity of the revolutionary passages but finding the origins of that intensity in a "personal interest" that breaks down the proper distance between author and subject. Monod at times seems to withdraw his approval, but he is simply reflecting the work's contradictory quality: "Few would refuse to admit that the Tale is very much a contrived product," he has recently written, "[or] that the contrivance is usually superb."22 In addition to citing the lack of sustained comedy in the novel, critics have complained about the contrivance and sentimentality of Carton's role and about Dickens' oversimplification of a complex historical event.23 I have suggested that the failed comedy of the Crunchers derives, in part, from a failure to control, or sufficiently disguise, the primal-scene material implicit throughout the text. Dickens' historical oversimplification reflects, as we have seen, a merging of family and class struggles that was both characteristic and particularly problematic in the nineteenth century. Carton's role, both as a "double" to the hero and as a melodramatic scapegoat at the close, develops the dual conflicts of the novel; indeed, much of the sentimentality of Carton-asChrist is derived from his conversion, via Lorry, into the good son and the good conservative. Carton's solution is that of any son-or classthat willingly accepts the pain or injustice inflicted upon it by parents or rulers, and such a solution is not particularly satisfying to most readers. In his peculiarly calm and heroic way, Carton stands for the ideals of conservative belief, in the family and the nation, but he finally assumes too many meanings and is required to connect too many threads of the novel. He suffers chronically from meaning too much in relation to too many other characters and themes and, like Manette's document, unites too many incidents; he becomes more strained as he becomes more important.
Other They advanced, retreated, struck at one another's hands, clutched at one another's heads, spun round alone, caught one another and spun round in pairs, until many of them dropped. While those were down, the rest linked hand in hand, and all spun round together: then the ring broke, and in separate rings of two and four they turned and turned until they all stopped at once, began again, struck, clutched, and tore, and then reversed the spin, and all spun round another way. . . . No fight could have been half so terrible as this dance. It was so emphatically a fallen sport-a something, once innocent, delivered over to all devilry-a healthy pastime changed into a means of angering the blood, bewildering the senses, and steeling the heart. Such grace as was visible in it, made it the uglier, showing how warped and perverted all things good by nature were become. The maidenly bosom bared to this, the pretty almost-child's head thus distracted, the delicate foot mincing in this slough of blood and dirt, were types of the disjointed time. Hortense virtually becomes Madame Defarge when she applies to Esther for service, and Esther finds that the "lowering energy" of the woman "seemed to bring visibly before me some woman from the streets of Paris in the reign of terror" (p. 320).27 Lucie, by contrast, is the perfect Victorian female, the ideal home companion, a loving stereotype. She achieves blandness by playing both child and mother (and largely skipping anything in between), so that she is all things to all generations. Darnay acknowledges that Lucie's love for her father is "an affection so unusual, so touching .. that it can have few parallels": "when she is clinging to you, the hands of baby, girl, and woman, all in one, are round your neck. ... in loving you she sees and loves her mother at her own age, sees and loves you at my age, loves her mother brokenhearted, loves you through your dreadful trial and in your blessed restoration. I have known this, night and day, since I have known you in your home."
Her father sat silent, with his face bent down. Industrial and scientific revolutions, along with political ones, posed a problem of cultural transmission that was new in its intensity and placed an enormous strain on parent-child relations. In the nineteenth century the most dramatic form this took was in a heightened sense of father-son, i.e., generational, conflict. Much attention has been given, and rightly so, to class conflict at this time as a mechanism of social change. I am suggesting that generational conflict is at least of equal importance. 9 In an article on the "Medusa's Head," Freud writes that the horror of seeing a Gorgon's head is associated with the "horror" of sexual discovery (specifically a child's first view of female genitalia); Freud's interpretations here are readily connected with the primalscene experience. At times he seems almost to be describing the particular horror experienced by young Jerry Cruncher, as I show later. "The sight of Medusa's head," writes Freud, "makes the spectator stiff with terror, turns him to stone" (SE, xviim, 273-74). , 72 [1976], 21) . Dickens' sympathy, or lack of it, is best explained here on psychological rather than political grounds. When the French people are oppressed, they merit Dickens' lavish sympathy for all the oppressed children of his novels. But when the French justifiably revolt, their aggression implies the ultimate atrocity-patricideand must be repudiated.
